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Abstract 
In North-east India, the Vaishnavite Monasteries or Satras of Assam are the unique 
socio-religious and cultural institutions established in the 16th century. The Satras 
became one of the most influential and revolutionized force in the socio-religious and 
cultural sphere. In Satra we find the aesthetic effects of art and architecture derived 
from the forms and the disposition within the Indian culture. The aesthetical aspects 
of the Satras unique architectural evolution, representation, observation and analyse 
the visual narrative that creates interactive discourse among the varied ranges of 
aesthetic domains. The Satras architectural base has some specific fractions: 
Batchora, Namghar, Manikut, Hati etc., supported by various decorative wall murals, 
exquisite wood carvings, and valuable historical artefacts. The organic body of Satra 
is composed of several essential elements based on the environmental sphere, cultural 
domain, religious realm and materials availability which unite to form the basic 
structure. The architectural representation evokes some similarity or influences with 
the Buddhist monasteries as well as with other cultural spheres. The Satra institutions 
show the values of religious beliefs externally, but it carries an internal resistance to 
the elite art practices through its direct communications with the regional folk. It 
stands as a critique to the so-called norms of cultural stereo types and rigid religious 
aspects by making the performance beyond the structure of religion and enhance the 
benevolence of humanism. The Satras art and architectural contributions towards the 
socio-cultural and religious are worthy ancient treasures which the Government must 
preserve and protect. 
Keywords: architecture, namghar, resistance, satra 
 
1.1 INTRODUCTION 
The Indian culture based on different geographical regions, multiplicity of races, 
languages, religious beliefs, ritual practices and elaborately arranged social structure 
have all contributed in creating the exquisite panorama of visual narratives in art and 
architecture. Assam is located in the extreme North-East Frontier of India. The 
Himalayan range of Tibet and Bhutan boarders in the north along with Meghalaya, 
Manipur, Mizoram, Nagaland, Tripura and Arunachal in the vicinage of Burma and of 
China on the east and the south and of Bangladesh on the west. “Hinduism is the 
dominant religion in Assam. The three popular forms of Hinduism namely, Saivism, 
Saktism and Vaisnavism are prevalent here. Neo-Vaishnavism movement gained 
momentum in Assam in the 15th century" (Neog, 1998). Assam Vaishnavism is unique 
in nature surpassing the Vaishnavite cult prevalent and practiced throughout India. 
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The Vaishnavite monasteries of Assam known as Satra are a unique socio-religious 
and cultural institutions. Established in the 16th century to carry the Bhakti ideals to 
the people at large, they are heritage institution of Assam, and form a revolutionised 
force of social change and development in the state. This new religious cult drew its 
teachings from the ancient Hindu Holy Scriptures focusing Vaishnavism. This Bhakti 
cult aimed never to seek or attain Moksha or Nirvana but selflessly dedicate oneself 
into Bhakti (Neog, 2011). “The official name of the Bhakti creed of Sankaradeva is 
“Ek-Saran-Hari_Naam Dharma” and this explains its cardinal principles, which 
enjoin the worship of one God, this is, Visnu, especially in the incarnation of Krishna, 
and interdicts its main form, which consists of the utterance of the holy names of the 
God in the singing of songs in his glorification” (Neog, 2004). The four principles of 
Assam Vaisnavism are Deva (Deity), Nama (the hymns), Bhakats (the devotees) and 
Guru (the preceptor). The Satras institutions are unique institution with 
multidisciplinary socio-religious, cultural, art and architectural domain with its 
distinctive characteristics, specific organizational set up and ideological valour 
derived from the Bhakti movement (Borkakoti, 2005).  
 
2.1 BACKGROUND OF THE VAISHNAVITE MONASTARIES OR SATRAS 
OF ASSAM 
Assamese culture is dated more than two thousand years old with an acculturation of 
various compiled socio-cultural population. Assamese culture is developed during the 
first millennium AD, under the great dynasties of Pragjyotisha-Kamrupa. “The 
modern name of the province, Assam, is actually of quite recent origin. It is connected 
with the Shan invaders who entered the Brahmaputra Valley in the beginning of the 
thirteenth century A.D., and who were known as Ahoms” ( Barua, 2011). It is 
developed due to acculturation of different ethno-cultural groups under various socio-
political systems in different periods of history (Gait, 2013). In the last part of 15th 
century, a socio-religious and cultural movement embroiled the entire Assamese 
society, under the leadership of the great Vaishnavite Saint, Srimanta Sankardeva. 
The Vaishnavite period in Assam, started in the last quarter of the 15th century and 
attained its supremacy during the 16th and 17th centuries (Datta, 2012). The concept 
of Vaishnavism and its ramifications is one of the prominent subject matter of the 
Hindu religious domain of India (Desai, 1973). Vaishnavite movement is a kind of 
Renaissance in Assam that created an era of socio-cultural context, humanitarian in 
content and popular in form, in literature as well as visual. The movement was  
specific in nature and revolutionary in terms of its impact. It is not grounded on 
abstract thinking excursive logic but it underscore more social reform, spiritual uplift 
and ethnic consolidation through a progressive mode of sacred conduct based on 
indigenous elements of the region. It was revolutionary in the sense that Vaishnavism 
in Assam meant not only a religious faith but a way of life (Borkakoti, 2005). To 
preach his new religion ‘Eka Saran Hari Naam Dharma’, Sankardeva travelled 
through the entire length and breadth of Assam and founded Vaishnavite monasteries 
known as Satras, along with prayer hall or Namghar and that was the beginning of 
Satra institutions in Assam. In the architectural arrangement of the Satras, we can see 
some similarities with the Buddhist monasteries or Viharas (Neog, 1998). The Satras 
preaches the Vaisnavism, one of the Bhakti cults of India in terms of its specific and 
innovative character that shared values of fraternity, equality, humanism and 
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democracy to create an egalitarian civil society. “There are nine modes of Bhakti 
(sravana, Kirtana, smarana, padasevana, arcana, vandana, dasya, sakhya, 
atmanivedana). Of these the Assamese Vaishnavism considered sravana and kirtana 
to be sufficient as the religious endeavour of man towards the highest consummation 
possible” (Neog, 2004).  The Satras solely believe of taking refuge with the one God, 
Vishnu. Satra institutions are accessible to all regarding birth, sex, caste or creed. 
There are no rigid and abstract theocratic laws followed by the Satra and the 
fraternity. There is no Idol worship in the Satra institutional domain.  
 
3.1 DEVELOPMENT OF THE VARIOUS ART FORMS AT THE SATRAS  
The propagation of the Bhakti movement led to rise of the new faith “Ek-Saran-Hari-
Nam Dharma” in the Satras of Assam, rooted with the evolution and development of 
socio-cultural and religious flowering in a new realm. “The Satras also served as so 
many centers of literary production and mainly of religious type” (Neog, 1998). It 
also cultured around the development of the various art and architecture in aesthetical 
sphere. The forms of art and the architectural representation acted as the visual 
narratives of the Satra institutions. There are various art forms practiced in the Satras, 
notably the art of wood carving, manuscript paintings, mask making, and mask 
performance. Since, architecture itself a part of art, the unique architectural forms and 
details of the Satras captivated the mind of the Kings, nobles, and devotees as well. In 
the art and architectural forms we can see numerous stylish features, unique motifs, 
highly decorative, precisely arrangement compositions, particularized characters, 
varied ranges of colour, secular and religious themes (Neog, 1998). “The origins of 
Vaishnavism are lost in obscurity but it is clear that Vaishnavism of history is a 
gradual development of the Aryan Vedic cult” (Aacharyya, 2003).  The art and 
architectural development begin in the Satras in order to preach Vaishnavite religious 
education and ethics. These religious institutions acted as residential school for the 
people. The development and representation of Satras cloisters or Hatis, has got 
similarities with the Buddhist monasteries or Viharas. Another development other 
than Buddhist Viharas , that has gone deep into the origin of Assam Satras is the great 
Vaishnavite shrine, the Jagannatha temple Puri and secondly, the residential 
institutions of monastic communities of India, notable  schools of Sankaracarya and 
Ramananda. The Vaishnavite architectural  
developments of Assam are generally called Satras, and not Maths. This term is taken 
from the Bhagavata-Purana, where it occurs in numerous places of the country 
(Neog, 2014).  
 
4.1 EVOLUTION AND DEVELOPMENT OF ARCHITECTURAL 
STRUCTURE 
The architectural evolution and development of the Satras started with the growth and 
development of the Vaishnavite cult. The establishment of Satras at different places 
of the state led to the growth and development of the historical architectural structure 
and style (Neog, 1998). The Satras architecture structure is based on peculiar 
traditional Assamese domestic home. It is the definite facade of construction at the 
commencing level, later on several architectural structural areas and motifs compiled 
to provide a new architectural dimension. The Satras acted as a powerful force of 
motivation, reformation and quite revolutionize in its own terms. The Satras stood 
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against rigid customs and beliefs of the society and generalised the society in its own 
term (Borkakoti, 2005). The architectural facets and its added elements, compiled 
with the traditional design of construction of Assam. At the beginning it was 
constituted with a prayer hall, addressed as Namghar, in order to preach the 
Vaishnavite cult. “As pointed out earlier, Sankardeva with a view to reaching out to 
people of all hues democratised art and architecture by bringing in all village 
implements and household materials for use in religious purpose and elevated them to 
the level of classic art. As bamboo and wood (with thatching grass) were abundantly 
available in Assam and the adjoining states, they constituted the most essential tools 
for all kind of domestic works including house building.” (Mahanta, 2007). Later, on 
the new architecture facade of Satra took its stronghold on  the traditional 
accumulation from the traditional Assamese thatched hut forms to a modified house, 
with several added architectural plan and structural design. That began to develop 
with the time and for elaborative facets, exquisite motifs supported by ornamental 
details. “In some Satras were to be seen mural paintings and wood-carvings beauty 
and with folk-art elements in them. The Barpeta-satra kirtangriha, which has now 
been demolished, was decorated with many finely engraved and painted wooden 
panels, depicting scenes from religious texts. Barpeta also saw the growth of the art 
of ivory carving. Painting also were provided on wooden posts and post-plates, book-
rests, raised trays used for the purpose of making offerings (sarai), and pleasure-
boats” (Neog, 1998). However, the Satra architecture developed has its own 
symbolism and icon with a couple of religious discourses in the background, 
supported by the decorative carvings, artefacts, different motifs and unique structural 
representation formed as a part of these discourses. Although the Satras of Assam has 
a unique architectural structure and base in nature, but the Satras don’t own 
uniformity in every architectural aspect. The Batchora, Namghar, Manikut, Hatis etc, 
are included in every Satra. But in some Satra we may find four Hatis in four 
directions, while in others we may find only two Hatis in any two directions. Again, 
Padasila-ghar is a typical architectural element of a Satra it’s quite rare because it 
houses the holy footmark of the Vaishnavite Saint. “The Satras in the new areas were 
equipped with some integral parts like the Bhagawata-griha, sabha-griha, rangial-
ghar, guru-griha atithisala, dhan-bharal, caul-bharal library, patchang, math, and 
other structures wherever necessary, and  
the functionaries like the Bhagowati, pathak, medhi, rajmedhi, bar-medhi, sajtula and 
pacani were employed under the head of the Satras to run the respective branches 
and department” (Borah, 2012). The Vaishnavite Satras of Assam are divided into 
two primaries of the inhabitants. “Assam has two institutions among its Vaisnava 
order which are not found elsewhere in India. They have contributed immensely to the 
social structure and social health of the Assamese people and have sustained them 
through the last four or five centuries in the midst of political upheavals and great 
changes of value. The two institutions are the sattra, residential establishment which 
could very nearly be called monasteries, and the namghar or prayer-house, seen in 
all sattras and, what is greater significance, in villages where it controls the social 
life of all the people.” (Neog, 2004). In few decades of the last century, the 
architecture has undergone some drastic changes with new facades compiled with the 
old structure. The basic Assamese traditional architectural pattern and the element has 
carried its ancient significance but due to imprudentness and catastrophe, the 
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architectural structure and artefacts had to endure several changes.  The result of this 
enduring reflected in the context of wood carving and other artefacts supporting the 
architectural structure of the Satra. Later on some Satras are benefited by the royal 
privilege provided by the Ahom kings, such as lands to establish more Satras in order 
to propagate Vaishnavism, provided maintenance, protection and preservation of the 
Satras, along with that provided precious gold, silver, bronze and copper artefacts, 
illustrated copper carved plates, as obedience and offering to the Deity residing at the 
Manikut.    
 
4.1.1 PRINCIPLE ARCHITECTURAL SCRUCTURE OF SATRA 
The Vaishnavite monasteries or Satras as envisioned by the saint and the fraternity is 
the ordained and consecrated of the revolutionized Bhakti movement of Assam. “The 
revolutionized movement gave rise to ‘Ek-Saran-Hari-Naam Dharma’, basically 
channelized on the principle of imploring to execute the sacrificial rituals and socio-
cultural upliftment” (Neog, 2004). The word Satra is adapted from the Bhagawata-
Purana, and it is applied in Assam Vaishnavism mean “an assembly of devotees in 
analogy to Brahma-Satra” (Neog, 2004). The Satras organic body is composed of 
several essential elements based on the environmental sphere, religious realm and 
materials availability which unite to form the basic structure. The areas of the Satra 
are systematically arranged its numerous facets that has specific composition and 
utility. The architectural structure of a Satra begins with the huge welcomed 
decorative gateway known as Batchora, or sometimes karapat. 
 
The Batchora, it is the huge decorative gateway or Torana with floral motifs, celestial 
being and hybrid animal sculptures leading to the Satra. Even in some Batchora 
scripts are carved as quotes taken from the religious scriptures that serve as a message 
to the spiritual transformation in our inner consciousness. “When a devotee enters the 
satra premises through the batcora (entrance gate), he is received by the bhakatis 
who make arrangements accordingly for the devotees to be guided inside. From the 
gateway only its ordered simplicity is visible but as they are led into the namghar the 
painted reliefs, wood carvings, rich textile banners that hang from  
the ceiling unfolds like an intricately woven tapestry and in such an atmosphere one 
looses the sense of time of the outside worlds, to get absorbed in the pace of its own 
rhythm that a satra is able to generate even today” (Barkakoti, 2001) 
The Namghar, the principal aspect of the movement is religious prayer in the 
community prayer hall. It is a huge rectangular open hall with a gabled roof having an 
apsidal façade. “The two halls of the Vaisnava temples, moreover, are not joined end 
to end but at right angles to each other. The shrine has always a two-sloped roof with 
gables at both ends; its ridge is sharply semi-circular in the case of bhaj-ghar. The 
assembly hall is mainly supported on two rows of large wooden pillars creating a 
considerably wide nave. Two rows of shorter and thinner posts are then placed at the 
sides which are joined within by a third semi-circularly placed row if there be an 
apsidal façade or by a straight row if the façade be conical with a simple roof. The 
space left between the main pillars and the side posts provide the aisles and 
sometimes the verandahs also” (Neog, 1998). The Namghar has semi-circular end, it 
is like a assembly-hall.  The Namghar preludes as a hall of religious performance and 
foregather ceremonies i,e,. Bhaona (theatrical performance), Gayan-Bayan (vocal-
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instrumental), Bhagavat Path or Naam prasanga (recitation of religious scriptures), 
and various socio-cultural discourse(Datta, 2012). The Namghar is also known as 
Kirtan-ghar, Goshain-ghar, Deva-griha etc. Inside the Namghar we find various 
artistic motifs: beautifully carved doors and windows, huge decorative posts 
supporting the prayer hall, hybrid animal sculptures, ancient manuscript paintings, 
and various artefacts. According to eminent historian and scholar Dr. Naren Kalita, 
the prayer hall is built with both ends facing the east and the west. The symbolism of 
the architecture of the prayer-hall corresponds to Eternal Purusa. He is conceived in 
four segments - the pada (the region of the feet), the nabhi (the navel region) the 
hrdaya (the region of the heart) and the sira (the head or the crest) in the context ofthe  
prayer hall. The façade corresponding to the pada points to the west. The kirtan-ghar 
possesses three doors one of them constituting the principal door variously called as  
pat-duwar or simha-duwar being placed in the segment of pada. This door is open to 
all visitors and devotees who wish to enter the prayer-hall. A moth was constructed on 
the north of the Satra and musical instruments such as Doba, Bhur-tall, Khuti-tall, 
Khul, etc are placed at the corner of the Namghar. 
 
The Manikut, another essential adjunct constructed parallel at the eastern edge inside 
the Namghar. “It serves as a prayer hall as well as the seat of all meetings and 
discussion. The actual shrine where the image of the deity and the sacred scriptures 
are kept is called manikut” (Sarma, 2001). The Manikut literally means ‘the house of 
jewels’. The Manikut consists of Pabitra Simhasana or the Holy throne which is a 
kind of cubic structure that is highly decorated with religious motifs, painted scenes, 
and hybrid animals (Neog, 1985). The Manikut is the most sacred space and it is 
attached to the eastern direction of the Namghar. It is the actual holy shrine or the 
garbha griha, where the main deity resides. Along with the main deity the Manikut 
houses the ancient Holy Scriptures and illustrative manuscript paintings, wood 
carvings, precious gold and silver items, inscribed copper or bronze plates, and 
various valuable historical artefacts. “The manikut and namghar form one central 
complex around which are the large water tamks used either for sacred or utilitarian 
purpose. Each tank or pukhuri is allotted for a specific purpose such as caul-dhowa 
(rice washing), ga-dhowa (bathing) etc. These large tanks of water impart an  
atmosphere of serenity. The environment around has a number of flowering and fruit 
bearing trees, which provide ample shade. The height of the structures do not exceed 
those of the trees around, is imposing but all areas form a harmonious whole” 
(Barkakoti, 2001)   
 
The Padashila-ghar, is also equally important like the Namghar and the Manikut. 
“Padashila” literally means ‘footprints on stone’. Padashila-ghar is the relic shrine 
that houses or preserves the footprints and other valuable articles of the Vaishanva 
Saint” (Neog, 2004). In the Bordowa Than we find the Padashila-ghar where the 
footprints of the saint are marked on the slab of a huge stone and is placed on a 
Simhasana. It is like one kind of homage to the Saint 
 
The Hatis, are the elongated and parallel rows of huts or cloisters for the Vaishnavite 
monks in the Satras. “A Hati is a row of houses attached to a religious institution or 
school or the residence of disciplines or students” (Neog, 1998). The Hatis stands 
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parallel on all the four directions: north, east, south and west of the Satra. The four 
Hatis are referred: east Hati as pub Hati, west Hati as pachim Hati, north Hati as uttar 
Hati and south Hati as dakhin Hati and each Hatis are divided into small facets of 
compartments known as Bohas. These set of cloisters are meant as the residence for 
the monks (Neog, 2004). In the Kamalabari group of Satras we find Bohas doors well 
decorated with numerous painted motifs.  
 
The architectural structural pattern of the Satra makes it existence with the above 
mentioned principles. Although based on different regions of Assam, we find some 
additional structural features in some leading Satras of the state. The Namghar or 
Kirtan-Ghar of the historic Barpeta Satra is surrounded by three gateways notably 
nahati-batcora, uttarhati-batcora and dakhinhati-batcora (Borah, 2012). In the 
Kamalabari group of Satras we find the fascinating concept of the Rangial-ghar, a 
highly decorated house where the Bhaona, the ritual play as well as any kind of socio- 
cultural activities of the Satra are held. Along with these various architectural 
patterns, the Satras along with its religious activities organizes the practise of Satriya 
dance, doul-utsav, ghatsewa-utsav, in these areas. Satras areas are very systematically 
arranged based on the utility and functional realm.  
 
4.1.3 AESTHETICAL ARCHITECTURAL AREAS AND MOTIFS 
SUPPORTING THE STRUCTURE OF THE SATRA 
Ornamental gateways: The gateways also play an important role in adorning the 
architectural structure of the Satra with its unique motifs. The gateway is known in 
various terms, Batchora, Torana and Karapat. The gateways also contributed towards 
the adornment of the architectural structure by adding elegant motifs especially of 
divine figures (Jaya-Vijaya) and (lion, elephant, peacock, makara, etc.). In the 
Namghar or Kirtan-Ghar of the historic Barpeta Satra is surrounded by three 
gateways notably nahati-batcora, uttarhati-batcora and dakhinhati-batcora.  
Decorative pillars: The Namghar is the most important structure of the Satra. It is an 
enormous hall with a gabled roof having an apsidal façade. The apsidal roof has an  
elaborate wooden structure supported by pillars or khutas. “The interior is a simple 
nave and two aisles with pillars. These pillars are in the number of 5, 7 and 7 pillars 
(Khutas) usually, which divided the area loosely into chambers” (Barkakoti, 2001). In 
few decades of the last century, the architecture has undergone some drastic changes 
with new facades compiled with the old structure. The basic Assamese traditional 
architectural pattern and the element has carried its ancient significance but due to 
imprudentness and catastrophe, the architectural structure and artefacts had to endure. 
But now-a-days in most of the Satras we find semi- cemented architectural structure, 
reflecting the traditional facades and motifs. The Dakshinpat Satra of Majuli still 
holds this tradition of Namghar supported by wooden pillars, while both of the 
Kamalabari Satras of Majuli has beautifully decorated pillars standing more than 30 
feet. The painted illustrations are based on the stories depicted from the Holy 
Scriptures, Deities, mythical and divine creatures, floral motifs etc. “At festival time 
the area for performance of bhaonas are also marked out. Even the seat for the 
sattradhikar who sits against the laikhuta or the main pillar of the hall, the deka-
adhikara, the bhakats, the musicians and lay devotees are all predetermined. The use 
of space is a formal one and highly ordered” (Barkakoti, 2001). In Dakshinpat Satra 
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both the laikhuta and buradangoriya khuta are seen and it a privilege to the devotees, 
tourist and everyone visiting the Satra to glimpse at these enormous pillars.          
Chati: The apsidal roof has various wooden constructions. It is constructed with large 
wooden beams supporting an architrave over which rests the roof of the Namghar 
(Borkakoti, 2001). These wooden beams are known as the chati and are carved with 
some unique motifs as well as painted scenes from the Holy Scriptures. “The false 
ceiling which is made by joining the chatis are used for stocking the large bamboo 
masks and accessories of the drama performance” (Borkakoti, 2001)     
Top or the dome on the roof: The Namghar faces towards the east direction and the 
gabled roof having an apsidal façade in the west, over which located the “top” or the 
dome on the roof. The dome is quite intense and interesting in its perspective.  
Simhasana: The Namghar adjoins the Manikut “house of jewels”. In the Manikut, 
houses the Simhasana is “the Lion Throne”, presented to the residing Deity. The 
motifs presented in the Simhasana are very fascinating and laboriously carved. The 
Simhasana itself is an aesthetical representation of wooden architectural structure 
with interesting motifs to study. It is pyramidal in shape with a square basement  
firmly standing on four pillars (Neog, 1998). There are seven steps in the Simhasana.  
At the basement of each pillar there is an elephant on the tortoise. The seven lions on 
each elephant sum up twenty eight representations of the seven heavens or Sapta 
Vaikuntha. The dedicated altar at the peak of the Simhasana’s seat holds for the Holy 
Scriptures. The whole structural concept is ascending spiritual knowledge and 
attainment. According to the Holy Scriptures, it is believed there are seven heavens, 
seven earths, and seven hells, and the each earth is carried on the back of tortoise. The 
tortoise is represented as the stand of the earth, and the elephant is represented as 
‘paap’ or evil deeds. The elephant because of its heavy mass considered as one’s evil 
deed, so in order to overcome, purify, and dominate the evil deeds. The lion motif is  
placed over it as a sign of strength and domination, i.e., good over evil. The lion 
motifs are considered as pious and divine. These motifs are quite common in the 
Satras of Upper Assam, but in the Satras of Middle Assam and Lower Assam we find  
some additional animal motif of lion dominating deer, peacock, tiger etc. with various 
meanings represented in the Simhasana. In the Simhasana  of Narowa Kuji Satra of 
Nagoan we find such attractive and interesting motifs.  
   Garudra sculptures and other divine creature motifs: Other than lion, elephant, 
tortoise, deer and peacock motifs, we find the aesthetical representation of Garuda 
and other divine creatures in the Satra. “The areas of namghar is systematically 
arranged for its numerous functions and also in reverence to the various deities, that 
preside over the site space is determined by a host of ceremonial requirements- places  
for offering, place for the asana (wooden pedestal with the sacred scriptures), the 
large wood-carvings of Garuda, Hanuman, Jaya-Vijaya are clearly chalked out” 
(Barkakoti, 2001). The Garuda  is placed at the end of the Namghar’s entrance facing 
towards the Manikut. The Garuda is always represented in a Bhakti mode of conduct, 
joining both his hands in a praying posture. The sculpture of Garudra is considered as 
a symbol of selfless Bhakti and destroyer of pride.   
Painted wall murals: Among the important structural areas and motifs of the Satra, 
painted wall murals are also equally important. The wall murals include images of 
Deities, heavenly creatures, floral designs, geometrical patterns and traditional 
Assamese motifs. Each and every image is painted and represented with great care.     
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Duar: The duar or door towards the tup of the main entrance is named as mukhaduar 
and the ones at the side are the petduar. Some duars are seen with carved lion motifs,  
which are represented as Simhaduar and others have floral motifs known as 
phuljalikataduar. In some Satras brass doors with geometrical patterns, flora motifs,  
accompanied by celestial figures are also seen, the Benganati Satra of Majuli has such 
the artistic motifs. In some Satras we see some exquisite door frames or panels with 
beautifully carved designs, unusual motifs and fine finishing compiles and adorns the 
architectural structure. The Bordowa Than of Nagoan district we see such treasured, 
adorned and unusual motifs.       
Rangiyal ghar: The Rangial-ghar or “colourful house” a highly decorated house, 
open pillared hall attached to the Namghar, mainly associated with the event 
celebrations and functions in the Satra institutions. In the Rangiyal-ghar there are 
various decorative floral motifs, geometrical patterns, painted figures of deities, 
demons, mythical creatures, and humans are carved and painted as well. The Bhaona, 
the ritual play as well as any kind of socio-cultural activities of the Satra are held in 
the Rangiyal ghar. 
 
4.1.4 STUDY OF EXTERNAL INFLUENCES ON THE ARCHITECTURAL 
STRUCTURE AND MOTIFS 
 The architectural structure and motifs seems to have some external influences as well 
as some similarities with other religious institutions of the country. The architectural 
structure and motifs are mainly concerned with the preaching of Vaishnavism and it 
carries an internal resistance to the elite art practices through its direct communication 
with the regional folk. “The Vaishnavism is concerned with faith in, and devotional  
worship of Vishnu. The conception of divinity culminates in his concept of Vishnu in 
as much as Vishnu represents in the highest degree all that is majestic, sublime and 
blissful” (Aacharyya, 2003). Vaishnavite  Satras has no such uniformity in its 
architectural structural base, but these structural elements such as batchora, namghar,  
manikut, hati, etc remains constant. The central architectural part of the Satra is the 
Namghar or the prayer hall. It is located at the centre of the Satra and pointed to the 
east and the west direction. “The namghar with its apsidal façade and the manikut 
attached to it exactly resemble the main temple of Kamakhya with a similar mandapa 
hall adjoined to the main shrine” (Sarma, 2001). Again, Late Dr. Maheswar Neog, 
eminent Vaishnavite Historian and scholar highlighted in his woks, “The arrangement 
of Satras as described above often evokes comparison with the Buddhist monasteries 
or Viharas with the provision of monk’s dwelling. But the influence of two other types 
of religious institutions, more than Buddhist viharas, seems to have gone deep into the 
origin of Assam Satras. Those are the great Vaishnava shrine, the Jagannatha temple  
Puri being the chief amongst them, and secondly, the residential institutions of 
various monastic communities of India, chiefly those of the schools of Sankaracarya 
and Ramananda. It is, however to be noted that the Vaisnava establishments of Assam 
are generally called Satras, and not maths. This name seems to have taken from the 
Bhagavata-purana, where it occurs in numerous places” (Neog, 2014). Along with 
the architectural structure, we find some other external influences or similarities of 
motifs with other cultural sphere. The use of mace lion is a remarkable feature in the 
Satra institutions. The lion motifs are used here as a celestial, divine character that are 
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represented sometimes as guards of the holy entrance of Satras, Namghars and 
Manikuts. They are also seen in various door panels, wooden artefacts, and most 
importantly in the Manikut. Although, now-a-days the representation of the lion has 
got several changes, the ancient representations reflected some Mongolian 
characteristics (Mahanta, 2007). This evident be clearly seen in the detail of Chitra-
Bhagawata, one of the exquisitely illustrated manuscript paintings of Assam. Another 
important remarkable feature is the Vishnu’s divine vehicle Garudra, the mythical 
bird. The uses of Garudra motifs are an auspicious, guarding, destroyer of pride and 
absorbing the negativity motifs are very common in South-east Asian countries, 
especially Mongolian culture (Mahanta, 2007). The representation may differ based 
on different geographical locations, cultural factors and religious customs but the 
motifs of holy Garuda remain the same.   
Other than lion and Garuda motifs, the use of Makara motifs is widely seen in 
architectural structures as well as in illustrative manuscript paintings and wooden 
artefacts. Makara, an imaginary creature half crocodile and half elephant considered 
auspicious too. This motif can be too considered as South-east Asian motif, used in 
Indian culture.       
Buddhist architectural influence and motifs are also visible at the Satras of Assam is 
the practice of worship of “certain things in the preceptors use as objects of 
veneration”. Relic-worship is one of the chief characteristics of Buddhism. Relic- 
worship is also a part of the Vaishnavaite monasteries that preserves certain things in 
the preceptors use as objects of veneration, such as the foot-prints (Pada-sila) and 
foot-dust (Pada-dhula) of the saint. These objects are taken out on rare and auspicious 
occasions in order to let people pay their obeisance. Therefore in order to store such 
precious possessions of the Satra institutions, Pada-sila ghar is established as special 
architectural structure with added motifs (Neog, 1998).    
5.1 CONCLUSION 
The present research is based on both historical as well as empirical research. The 
Vaishnavite renaissance concealed the socio-cultural as well as the spiritual realm. It 
has contributed a lot towards the growth and development of the Assamese society. 
The Satra and its art forms is the monument of socio-cultural and religious domain 
that should be treasured. The Government must make a detailed inspection on the 
preservation and protection of these worthy ancient treasures. Along with the other art 
various forms of visual narratives must be secularized. The architectural parts of 
Satras are not academically explored and there are lots of aesthetical and 
philosophical aspects of this art that are yet to be acquired and explored. The 
architectural part can be considered as an important form of medium that records, 
gathers data both of past and present, to its outmost level as a form of aesthetical 
visual narrative. Also, the aesthetical visual narratives painted in the architectural 
structure shows the values of religious beliefs externally, but it carries an internal 
resistance to the elite art practices through its direct communication with the regional 
folk. The aesthetical and architectural visual narrative resists the hierarchical practices 
of mainstream arts and has challenged the occupation of galleries over the visual 
psyche of the common people. The intention of the aesthetical and architectural visual 
narratives is also to search in conventional medium against such stereotype high or 
classical art which is generally practiced in the urban culture. The practice of 
manuscript painting stands as a critique to the so-called norms of cultural stereo types 
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and rigid religious facet by making performance beyond the structure of religion and 
enhance the benevolence of humanism. Above all, the visual narratives are based on  
elements of cultural aspects of the Satra institutions and therefore they should be 
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